The Chicago Housing Authority is currently in the late stages of a controversial ten-year urban renewal initiative that will see the city's public housing projects replaced with mixed-income accommodations. Ordered to pack up and leave not only their homes but also lifelong friends and support networks, many project residents have, quite literally, had their roots yanked from beneath their feet. In this essay I employ the iconographic uses of natural imagery present in Kerry James Marshall's Garden Project paintings (1993)(1994) and Daniel Roth's installation Cabrini Green Forest (2004) to, first, explore the "rooted" attachment of public housing dwellers to their living environment and, second, to consider the desire of many residents to safeguard community landmarks against the threat of demolition.
Gardens, Altgeld Gardens, and Wentworth Gardens housing projects during the mid twentiethcentury. The multi-layered spaces (both literally and symbolically) of the paintings portray public housing as an Edenic paradise. Golden rays from a lemon-yellow sun lick the sky, plastic-wrapped Easter baskets speckle the well-tended lawns, and storybook bluebirds bearing festive scrolls fly this way and that, toting messages from 1950s-and 1960s-style ads such as "There's More of Everything," and "Bless Our Happy Homes" (Figure 1 ). Often dismissed as ironic, mock-naive evocations of everything the high-rise projects are not -beautiful gardens -Marshall's nostalgic vistas are more complex than this paradoxical assessment permits. The organic connective symbologies at play in the artist's artworks replicate a very real history of collective practices within public housing.
The pathway motif, present in all the Garden Project paintings, comes to symbolize the socio-spatial infrastructure of reciprocity so prevalent within Chicago's public housing neighborhoods during their 
. This reflective gateway invites the gallery visitor to cross the threshold to the subterranean world and explore the unseen catacombs below. Like a modern day Jules Verne, Roth accepts the Portal's invitation, returning from his mission with a selection of hand-written texts, wall drawings, and sculptural forms. Through these minutely detailed artistic testimonies, we learn that the land beneath Cabrini-Green is a labyrinthine terrain of twisted roots and thorns. While Marshall portrays mid-twentieth-century public housing as a dreamy paradise, in contrast, Roth jolts us awake and directly into the present day with an artistic interpretation of the socio-ecological trauma of urban renewal. Via the exploratory Portal, viewers become temporary "insiders" -a position that allows them to appreciate the actions of some tenants striving to preserve community landmarks against the threat of urban renewal.
Through an analysis of the social turmoil caused by the impending demolition of a community landmark within Cabrini-Green, I argue that public housing should be recognized as more than simply bricks and mortar. For some, social clubs, beauty parlors, ball-courts, and momand-pop stores serve as sites of what I call usable memory: Places where residents reminisce about their deeply rooted past, utilizing this historical attachment to place to unite and prevent the uprooting of community landmarks in the future. 7 Today, this community is rising up to defend their turf. Taken together, the Garden Project's nostalgic pathways and Cabrini Green Forest's mythic underground portal provide interesting models through which to consider not only the history of socio-spatial interconnections in the projects, but also as vehicles through which outsiders can appreciate insiders' attachment to place.
Pathways
Kerry James Marshall's journey began the day he was born in a public housing project in Contrary to "popular notions," the projects are literally (in terms of community beautification projects) and metaphorically (in terms of rhizomatic community interconnections) gardens. Having spent his formative years in public housing, Marshall possesses a wealth of memories that bear witness to a sense of community and individual responsibility to the maintenance of one's surroundings. The artist has spoken of how, at the age of eight, he was granted access to collectively owned garden tools, which he used to tend the family's yard. Life in the projects, Marshall insists, "wasn't different than being in a house, except we paid less rent." 11 Yet, Marshall's glossy paintings are in no way rose-tinted autobiographical accounts that nostalgically crave a return to more innocent times. Rather, the manicured lawns and pastoral splendor of Marshall's paintings complicate dominant media-based "popular notions" of the projects as dangerous, alienated, socially fragmented environments.
The artist deconstructs this one-dimensional framing by never letting the viewer forget that this painted portrayal is an investigation, not a recreation, of the real place. By rendering the projects' inhabitants against a cardboard cutout utopia filled with powder-puff clouds and gilded with synthetic summer sunbursts, Marshall calls attention to the falseness of our narrow image of them.
The artist depicts a place at once mythic and unambiguous, in order to complicate how we "see" What I wanted to show in those paintings is that whatever you think about the projects, they're that and more. If you think they're full of hopelessness and despair, you're wrong. There are actually a lot of opportunities to experience pleasure in the projects. There are people whose idealism hasn't been completely eradicated just because they're in the projects. A lot of people who live in the projects have a Disney-esque view of the world, in spite of everything that's going on there…And the bluebirds and happiness, the sun shining so bright-all of those things are a fantasy of happiness. A fantasy of happiness that's not necessarily an impossibility.
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Many Mansions (Figure 1 tenants from various housing sites around the city together." 16 Beyond the flower competitions, community efforts ranged from organizing informal social gatherings with neighbors, to providing neighborly support such as information sharing, errand running, and child care, to organizing more formal resident-initiated service programs including reading and study groups, fire-prevention and education programs, and organized sporting activities ( Figure 5 ). Recently, Mindy Fullilove has termed this kind of integrated, multi-dimensional social network -the near environment within which we find food, shelter, safety, and companionship -a "mazeway." Fullilove writes:
We love the mazeway in which we are rooted, for it is not simply the buildings that make us safe and secure, but, more complexly, out knowledge of the "scene" that makes us so. We all have our little part to play, carefully synchronized with that of all the other players: we are rooted in that, our piece of the world-as-stage. 17 Through the efforts of the community mazeway and events like the flower competitions, residents transform empty physical space into symbolically significant places that reinforces and reproduces the values of its inhabitants. In other words, place becomes a fusion of spatial perceptions and social relationships: As Relph writes, "The existential crux of place experience is to be on the path-to belong to and identify with the place." 18 To be on the same "pathway" as our neighbor, or to employ Indeed, whether crossing a street, standing outside a building waiting for a ride, congregating at a back yard gathering, or just gazing at their children from the kitchen window, the figures in Gardens, the road in Our Town connects the image to the spectator's own community or "our town,"
indicating that this neighborhood is not as isolated as we are led to believe ( Figure 8 ). Amidst decorative curlicues of festive ribbons and bluebirds of happiness, a mother wishes her children off into the day. The thought bubble from the young girl's head connects with the chocolate box home like a dream, her gaze pointing out of the frame of the canvas and into the world outside of the projects.
From an experiential perspective, the front door, or rather the home behind the front door, comes to signify the epicenter of human place experience ( Figure 9 ). According to Relph, the home is "the foundation of our identity as individuals and as members of a community, the dwelling-place of being." 21 It is the "central reference point of human existence," as well as "the point of departure from which we orient ourselves and take possession of the world." 22 As the girl in Our Town departs from this metaphorical starting block, she echoes the lived experience of ex-public housing resident
Gwendolyn Duncan Alexander, one of the first people to move into Mother Cabrini Homes in 1943.
Alexander recalls an inherent sense of mobility in the projects: "Cabrini was ideal because I was free to go anywhere I wanted." 23 Residents achieved this sense of freedom -albeit contained freedom --via the points of social contact encountered along the community mazeway. Maude Davis who moved into Altgeld Gardens in 1949 remembers: "You felt free to go into your neighbor's house, free to ask your neighbor for anything, because they were always sharing and giving…We freely shared toys, whatever we had. Altgeld is where I learned to ride a bike. And it was on someone else's bike." 24 As an analytic device, the speed connoted by the motion of Marshall's bike suggests that orientation in public housing is constructed out of the order of the body in situ, negotiating urban pathway structures and integrated community networks. Marshall's forked road motif gestures not only towards the reality of being free to explore the supportive mazeway of one's near environment, but also to the paradox of this spatial situation. Despite their "immersion" in place, some residents were free to experience the world "outside" the projects.
The adolescent figure in Untitled: Altgeld Gardens is in a similar state of motion to other characters in the Garden Project series ( Figure 10 ). Resting on his hands and knees on a purple blanket, he faces the viewer and seems to be in transition between reclining and rising. To one side a white chimney seeps threatening blood-red stains onto a sundial with the letters AFDC (Aid to Families and Dependent Children). Like the forked road in Our Town, the crossroads behind Marshall's figure seems to imply the variety of socio-spatial options available to him: to choose a path that leads to a life of crime and bloodshed or to choose a more original option. Located at a line of demarcation between Altgeld Gardens and the viewer, the teenager is therefore a gatekeeper between the worlds of past and present, life and death, housing project and the world outside. Listening to a radio that blares, "Our day will come and we'll have everything," Marshall's figure has already made his choice.
Specifically, the figure's posture of predestination corresponds with the painter's own experience as a former resident of public housing. In numerous interviews over the years Marshall has described how, as a child, he pleaded with his mother to let him stay late after school to leaf through his teacher's prized scrapbook, which contained colorful postcards from exotic lands far away. When asked about what influence these early experiences in public housing had on his career, the artist responded, "it seemed like there were signposts all over the place saying, "Artists this way…"
Everywhere I went I met the perfect person to get me to the next level." Housing project as the "launching pad" for her success. 26 Obama, too, named the judge's "extraordinary journey" in life as one of the main reasons for choosing her as a nominee. 27 Drawing strength from the Bronxdale Housing project community mazeway, Sotomayor is a success because of rather than in spite of her public housing roots. Mansions, Marshall's artistic reference not only implies that survival in the projects is utterly dependent upon a supportive group dynamic, but also that this group is led by a determination to break-through ascribed framing devices. By breaching the painting's metaphorical "frame" of expectations, the "survivors" of Many Mansions demand that we look beyond the narrative of neglect and despair most often ascribed to public housing's history: to re-imagine the projects as a place of perseverance. Recalling Pierre Nora's definition of place as space where memory "crystallizes and secretes itself," Past Times, which was completed in the same year the CHA announced the Plan for Transformation, embodies a particular moment on the pathway of public housing history. 32 At the end of the path on the lower right hand corner stands a pot containing plant-like tendrils; from the ends of each leaf dangle crisp white sheets of paper. These blank canvases seem to pose the problem of the embodiment of memory in a place where, despite the destructive effects of urban renewal, a sense of historical continuity persists: How do we frame (conserve/represent) the history and, thus, memories of a place that no longer exists? In the following section I offer a partial answer to this question via a discussion of the ways in which some current residents remain connected to their old neighborhoods through efforts to conserve community landmarks. When we think about it this way, memory of the past connects to hope for the future. As Mary Gordon puts it, "There is a link between hope and memory. Remembering nothing, one cannot hope for anything. And so time means nothing." 33 The preservation of a sense of place is, then, an active moment along the pathway from memory to hope, from past to future. Council negotiated a relocation rights contract providing that all lease-compliant families had a right to return to their rehabilitated communities upon completion of the new accommodations. 35 Unfortunately, while over six thousand Cabrini-Green residents were moved out with a Housing
Choice Voucher (which caps rent at thirty percent of income), fewer than one hundred public housing families moved back into the mixed-income community. 36 Instead, according to the Chicago Housing Authority Choice (CHAC), a group helping track relocated families, ninety-three percent of displaced residents have settled in communities that are majority African-American and seventy-five percent in neighborhoods that are considered struggling, high-poverty areas.
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Yet, for some residents, the trauma of this move pales in comparison to the ordeal of separation from the community mazeway. Their mazeway is replaced by a trauma Fullilove refers to as "root shock":
Root shock is the traumatic stress reaction to the destruction of all or part of one's emotional ecosystem. It has important parallels to the psychological shock experienced by a person who, as a result of injury, suddenly loses massive amounts of fluids. Such as blow threatens the whole body's ability to function….Shock is the fight for survival after a life-threatening blow to the body's internal balance. 38 Just as the body has systems to maintain its internal equilibrium, so, too, the public housing resident has ways to maintain the external balance between herself and the world. The erasure of one's sociospatial infrastructure represents the fragmentation of some of the essential components of residents' group identity leading Fullilove to refer to urban renewal as "an amputation by the city of its own flesh." 39 Hammond, maintains his attachment to his childhood home by preserving pieces of its architecture and offering them to others for comfort ( Figure 16 ). 42 This activity exemplifies Fullilove's assertion that the relationship between home and dweller is like that of "Siamese twins, conjoined to the locations of our daily life such that our emotions flow through places, just as blood flows through two interdependent people." 43 This fusion of subject (Hammond) and object (home) illustrates the all-enveloping nature of insider platial experience. Imbued with sounds, smells, and feelings of moments shared, Hammond's life is recorded on the walls of his former home, insinuated into the space by life. In the chapter "Intimate Experiences of Place," Tuan argues that this profound relationship with place is a multi-sensorial experience, which involves "our whole being, all our senses." 44 Hammond's collection of architectural remnants is, therefore, a physical embodiment of human attachment to place -a synthesis of subject and object to such a degree that they each constitute a meaningful part of the other.
Roth's physical archive of remnants signal an absence caused by the disorientation of root shock but, moreover, the desire of some residents to attach themselves to the material dimensions of their past. Roth employs the gallery's whitewashed walls as a planar frame upon which to stage this sensorial mental tussle. Dangling precariously like the central pulse of a metronome, the walls proffer woven roots and twigs as if inviting the viewer to take hold of physical elements of this place.
Rendered as permeable membranes, the walls become a corporeal frame within which to reflect the resilience of a community striving to "hang on. represent the "love and unity" of Cabrini-Green on the side of one's of its most important community symbols, the church. 45 The fact that the mural has remained untarnished by graffiti in thirty-five years is testament to the high esteem with which the surrounding community regards it.
The mural is a textual marker of place, connecting current Cabrini-Green to its vanishing past.
This mediation between past, present, and future extends to Walker's compositional choices.
The lack of foreshortening in the mural removes depth and therefore temporality, thereby situating the past -specifically, residents' memories of the past -firmly in the present (Figure 18) . 46 This is a
formal manifestation of what Marianne Hirsch has termed "postmemory," described as the relationship of the second generation to powerful, often traumatic experiences that preceded their births. 47 Moreover, Walker illustrates what Hirsch terms "written-in" memory: "The writing…is both written in memory, out of one's memory, and written-in memory, a memory inscribed on the skin of the image itself, as a tattoo might be." 48 The names "written-into" the mural relate to the persistence of public housing residents is not the fact that they are contiguous in time but, rather, that they are synchronized with a whole ensemble of physical and social structures common to the community. 49 When residents recount how "we" worked together to overcome past obstacles and "we" achieved unexpected successes, they reinforce this sense of historical connectivity. This community collectivism corresponds with David Harvey's assertion that, "Community activism can be a very important moment in more general mobilization. In this context we have to think about the construction of community not as an end in itself but as a moment in a process." 50 For instance, in its black and white state, Roth's photograph of a Chicago railroad tunnel indicates Cabrini-Green's relationship to a wider historical story ( Figure 19 ). While the names on the mural call to mind a sequential trail of memories, the photograph invites the viewer to imagine the volumetric formation of the history surrounding the housing project. As an analytic device, the speed connoted by the motion of train as well as its position on a track, or path, suggests that this story is ongoing process, not a onetime event.
In sharing this story within the public forum of the Donald Young gallery, Roth's exhibition serves to highlight a particular historical moment on this path, a turning point where consciousness of a break with the past is bound up with the sense of memory being torn. Laid out on pedestals and hung at eye view as opposed to the gallery standard sixty-two inches, the exhibitions objects demand close analysis. Yet, the maps are un-coded, photographs dateless, and drawings so feint they are barely comprehensible. For Roth, delicate contour lines, traces of habitation and hints suffice; the rest he leaves for the viewer to fill in. Digging through the relics, the artist suggests paths through which the enlightenment can be found if you choose to look hard enough. In this sense, Roth's This conversational theme extends to the experience offered by Roth's centerpiece, Portal.
Paradoxically, the aerial perspective at which the viewer approaches the well seems to deny any potential dialogue. The birds-eye-view is, of course, metaphorically associated with a surveying gaze and a comprehensive yet reductive overview of place. In Roth's installation, however, the bird's-eyeview is a locus of questions rather than definitive answers. Through its reflection, the Portal collapses and fuses the distance between the body of the spectator and the water's surface, thus perspective loses its stance and we view and enter Roth's underground world at the same time. Roth's dissolution of space symbolizes the breaking down of distance and objectivity, and represents the possibility of subverting the conventional paradigm of Chicago's public housing space. In other words, the outsider deconstructs the social and ideological differences separating public housing from the rest of the city, in turn creating an extended space of enlightenment. Finding themselves in this unlimited space of socio-spatial illumination, the viewer transcends "outsider" status and acquires what Relph terms "empathetic insideness" -a chance to meet the moment of feeling and seeing that residents like Maurice T. Edwards, introduced at the start of this essay, know firsthand. Courtesy of the CHA. 
